Punchdrunk's commercially and critically successful production invites audiences to discover the history of a mysterious hotel through the lens of William Shakespeare's Macbeth. 53 Sleep No More was initially set to run in New York from February to May 2011; the run has been extended several times with no end in sight, due to high public demand. 54 If adaptations of Shakespeare's works are a "cultural barometer for the historically contingent process of adaptation," as Julie Sanders argues, what can the popularity of this intertextual riff on Shakespeare's ill-fated Scottish King tell us about contemporary American audiences? 55 What can Sleep No More's success help us understand about why interactive performance appeals to audiences steeped in digital entertainment? The overwhelmingly enthusiastic response to Punchdrunk's distinctive mode of adapting Shakespeare's work and engaging spectators reveals the need to re-examine the ways in which contemporary theatre audiences desire to take in live performance.
In this chapter, I argue the popularity of Sleep No More stems from the success of a similar phenomenon: dynamic story-based video games. According to a 2015 report by the Entertainment Software Association, 42% of Americans play video games three or more hours per week; four out of five households own a device used to play video games. 56 Sleep No More appeals to a generation of audiences raised on interactive, immersive, story-based video games in which the choices one makes affect the attributes of one's character and the outcome of the story itself. 57 58 Similar to these games, with their myriad of dynamic choices and consequences, the Sleep No More playgoer/game player makes sense of the world as she moves through the dynamic, immersive space.
I suggest that, like a video game, the success of Sleep No More is contingent upon the interaction between the playgoer and the multi-layered playing space. Only through experiencing and interacting with the "in-game" environment does the audience come to create meaning and construct the play (or game's) narrative. In so doing, the audience becomes invested in the game/play by physically participating in the act of storytelling and meaning making. 59 Punchdrunk has created a physically engaging theatre experience, accessible because of its similarities to a familiar digital medium.
Analyzing the ways in which Sleep No More playgoers create meaning "in-game," this essay adapts Michael Nitsche's "Five Conceptual Planes" from his 2008 theoretical study of three-dimensional video game spaces. 60 Nitsche's work is appropriate for the purposes of this study, as his comprehensive and interdisciplinary approach asks the reader to consider the ways in which a game's sound, architectural, and cinematic design effect the player's ability to make sense of the in-game world. Similarly, Sleep No More interweaves media in order to create holistic environment for the spectator.
In part one, I look to the "play space" of the performance. While Nitsche defines "play space" as the physical site wherein "the player and the video game hardware" exist, I introduce Sleep No More's playing space, including the many levels of acclimation each spectator endures before entering the performance. Next, I examine Sleep No More's "rule-based space" in which audiences are simultaneously free to explore, but also restricted in a number of key ways throughout the duration of the play. Part three explores the design of Sleep No More: the "mediated space," in which the audience aesthetically engages the play. The fourth part looks to the "fictional space," or the "space 'imagined' by players from their comprehension of the available 
I. PLAY SPACE: THE HOTEL
Approaching Sleep No More's performance space, one might miss the entire play if not for the line down the block outside of a seemingly abandoned warehouse. There are no markers aside from a small brass plaque posted by the main entrance identifying the building, which cannot be read from the street. Taxicabs pull up curbside, dumping off bewildered patrons who wonder if they have the correct address. Upon entering the warehouse, the audience member is transported to a 1930s hotel; this is the McKittrick. Upon check-in, the front desk clerk hands over the room key: a playing card from a standard deck. The clerk gives the guest instructions to ascend a small flight of stairs and follow the corridor. This hallway, which seems to go on for miles, twisting and turning, intentionally disorients guests, forcing them to lose all sense of direction. A soft jazz tune floats from somewhere in the distance and suddenly a shock of red comes into view through a pair of split curtains. On the other side of those curtains, the world transforms in to a Prohibition-era speakeasy: the Manderley bar.
The bar is a pre-show performance of sorts, acting as a "decompression chamber" that allows the audience "to acclimatize to the world before being set free in it," as Barrett describes it. 62 The audience becomes accustomed to the environment of the bar, which creates a smoother transition into the world of the performance. As hotel guests belly up to the bar, they are invited to purchase an old-fashioned cocktail and enjoy the entertainment: a three-piece jazz band. After a few minutes, the band takes a break from their set as the emcee, a tall thin man in a tuxedo, approaches the microphone. He calls for everyone with an ace playing card to enter the hotel. Guests holding those "keys" disappear through a hidden door in the corner of the bar. This process continues throughout the rest of the evening. Every fifteen minutes the emcee calls for the twos, threes, and so forth, until all guests have entered the hotel.
Once through the door, guests find themselves inside what appears to be an antechamber. Everyone receives a white plastic Venetian-style mask, which they are instructed to wear throughout the duration of their stay at the McKittrick. While donning their masks, the group waits for an elevator to arrive; when it does, a lanky, gaunt bellhop welcomes the group into a large industrial lift. At this point, the playgoer/game player has left the decompression chamber and enters the game/play's tutorial.
II. RULE-BASED SPACE: THE TUTORIAL
Michael Nitsche defines the "rule-based space" as that which is limited "by the code, the data, and hardware restrictions." 63 For the purposes of my argument, I adapt Nitsche's concept of the "rule-based space" to include the "given circumstances" of the performance-the rules by which interaction with the physical world is governed. These rules are delivered in the form of a "tutorial," similar to that of a complex video game wherein the player is taught, in-game, how to interact with the space. The tutorial is a point of acclimation to the game space: players learn the object of the game, how to perform actions such as run, jump, or shoot, and investigate the new world in which they are presently immersed. Similarly, the elevator ride acts as Sleep No More's official "tutorial," empowering audience members to become makers of meaning during the performance, while keeping in mind the limitations of the playing space.
Comparable to the way in which a video game player is limited by the hardware on which the game is played (PC, Xbox, PlayStation, etc.), or the game developer's coding, Sleep No More's audience members are faced with similar restrictions: they are verbally instructed to remain silent while wearing their mask throughout the entire performance. Other than that, each spectator is free to explore the space in whatever way she chooses. However, if an audience member attempts to engage with the space, audience, or actors in some way that is not permissible, the bellhop assures the group a black-masked stagehand will emerge from the darkness and instruct the "player" accordingly.
These stagehands have a similar function to in-game customer support staff for a massively multiplayer online role-playing game (MMORPG) such as Blizzard's World of Warcraft.
64 While many of these in-game staff members work retroactively to resolve problems or player grievances, some may "patrol" the game, looking to correct those who are cheating or harassing other players. Most MMORPG players never recognize the presence of these "game masters"; similarly, most Sleep No More audience members take no notice of these sable-clad stagehands who direct players throughout the world of the play while maintaining the game/play's physical boundaries. These people move in the shadows of the playing space, acting as moving roadblocks for audience members where necessary, without interrupting the carefully choreographed and designed flow of the play. While there are certainly constraints, limits, and borders to the game map and the playing space, the spectator is nevertheless encouraged to explore the detail-rich world in order to progress the story's plot. In this way, Sleep No More's unfolds uniquely for each playgoer. 
III. MEDIATED SPACE: THE MATERIAL WORLD
Sleep No More takes place inside three disused Chelsea warehouses made to look like a 1930s Hitchcock-esque Inverness. This is the "mediated space," which "consists of all the output the system can provide in order to present the rule-based game universe to the player." 65 In other words: if the "rule-based space" is that which is constructed by an agreement between players and playmakers to stay within the physical borders of the performance, the "mediated space" is the aesthetic form the performance takes. Considering Nitsche's definition dramaturgically, the "mediated space" is the installation, as well as the ways in which audience members move through space while interacting with the material world of the play.
Once inside the performance space, the spectator is set free to investigate the installation and seek out the story for herself. Audience members receive no explicit instructions or narrative to follow other than the initial tutorial guidelines. Nevertheless, Barrett and Doyle curated the performance space in order to guide the audience through the story, using sound, light, and architecture strategically, careful to avoid dictating individual journeys. 66 Like the design of a complex game map, the player is encouraged to experience the space and story at her own pace while taking cues from the space's design. For example, in the Mass Effect trilogy, players move about The Citadel, a central in-game hub with a detail-rich map. Each section of the Citadel houses various populations of non-player-controlled characters. Players explore the Citadel and speak to these characters, accepting quests that help advance the game's plot. Similarly, Sleep No More audience members explore the thoroughness of each room's unique design, such as the hospital, the taxidermist, or the Macbeths' home, and follow different characters on quests to learn the details of the McKittrick's inhabitants.
Although audience members can follow a menagerie of characters throughout the hotel, they are also free to carefully inspect the detail-rich installation room-by-room if they so choose. Spectators can open crisp handwritten letters or inspect the antique contents of private closets; they can sit and read one of the dusty books on the shelf; they can listen to a record on a Victrola if they so desire. Similar to the ways in which players of Fallout, a long-running survival game series, search buildings for spare loot and information about the game's plot, many Sleep No More audience members spend the majority of their time digging through trunks and closets to fully comprehend the extensiveness of the installation. In so doing, playgoers engage with the immersive 1930s design in a tactile and olfactory, rather than merely a visual or aural way.
67
65 Nitsche, Video Game Design, 16. 66 Maxine Doyle notes she and Barrett have included many "signifiers in place to lead the audience, to give them more clues, not to follow a narrative but in a really simple way to indicate where action is going to happen or where there's going to be some big shift. Whether that's through lighting changes or music changes, using all the conventions you find in theatre but using them to give the audience cues so that there is some information to help them crack the puzzle. It's all visceral and emotional; we don't really give them any intellectual clues" (Machon, (Syn)aesthetics, 91). 67 Felix Barrett founded Punchdrunk in 2000 in an effort to create theatre that empowered audiences to make interpretive decisions about the performance while determining the nature of their physical experience at the theatre When Maxine Doyle, co-director and choreographer of Sleep No More, joined Punchdrunk in 2003, the company began producing the kind of work for which it has become well known. Coming from a background in dance, Doyle's central frustration with performing on a proscenium stage is that the dance felt too distant from the audience, rather than immediate and visceral. Barrett and Doyle's While the immersive quality of Sleep No More draws many spectators into the world of the play aesthetically, there are nevertheless hosts of literary and cultural echoes that are not explicitly referenced during the production. It is only through understanding Sleep No More as an adaptation that we can fully comprehend the ways in which audiences make sense of the play's story. Sleep No More's film noir World War II aesthetic, paired with the game playing experience of the performance, collide within the cultural memory of the audience as they attempt to untangle the McKittrick's history.
IV. FICTIONAL SPACE: THE ADAPTATION
Sleep No More is an adaptation of Shakespeare's Macbeth and Daphne du Maurier's Rebecca. This interactive and adaptive performance not only offers audience members the opportunity to engage with the playing, rule-based, and mediated spaces of the play, but also imaginatively engage with the multi-layered fictional world as well. Nitsche's defines "fictional space" as that which lives in the player's imagination based on information provided by the mediated space. For the purposes of this essay, I adapt the idea of the "fictional" or "imagined" space to be the variety of source texts that ghost Sleep No More.
68 Throughout Punchdrunk's performance, theatrical, literary, and historical worlds interweave, intertwine, and collide in a mashup of cultural echoes.
Despite collaboration allowed them to focus on storytelling through gesture and physical expression, free from the confines of the proscenium (Machon, (Syn)aesthetics, 89-90). Working toward audience empowerment and performer proximity to bring a unique experience to both actors and spectators, Punchdrunk "rejects the passive obedience usually expected of audience members," so that boundaries between spectator and performer are constantly in flux ("Company," Punchdrunk, accessed 14 September 2015, http:// punchdrunk.com/company). 68 Marvin Carlson defines "ghosting" as a fundamental characteristic of live performance because of the ways in which memory is so deeply connected to embodied experience (6-8 Barrett and Doyle's scenic installation is also ghosted by a number of cultural and historical echoes simultaneously. The spectral figures that populate Sleep No More make audiences feel as though they intrude upon a private haunted world. Each room carries its own set of signifiers, imparting various ghosting effects upon the audience. The historical background of the bloody, gruesome trauma of World War II echoes the events of the play, especially in the hauntingly empty hospital ward: the dead have awoken from their beds and gone for a stroll about the hotel. The bloodied sheets of the Macduff family home leave the audience with the uneasy feeling of entering a horrific homicide in a film noir murder mystery. The lively dance floor and freeflowing liquor in the ballroom is reminiscent of a gathering in F. Scott Fitzgerald's West Egg. One feels like Nick Carraway of The Great Gatsby: a voyeuristic outsider looking in at the events unfolding before him. Hecate's rave-like prophecy session calls to mind the history of the former Chelsea clubs littered throughout the area, many of which were condemned by New York police in 2010 as safe-havens for drug dealers. While the mediated experience of Sleep No More can be intimidating to spectators without any experience in this kind of interactive performance, audiences are not thrown into the wild without a map. Rather, they find themselves dropped into the performance of a play adapted from Shakespeare, anchored in a design world inspired by the cinematic styling of Alfred Hitchcock, utilizing an interactive interface similar to that of video role-playing and survival games. Barrett and Doyle weave all of these styles together in the hopes that this immersive experience appeals to all individual spectators in a myriad of ways.
